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The purpose of this journal is “to promote a climate of respect, understanding and sharing between Jewish and Christian communities;
not only for the exercise of love and appreciation of the other,
but also for the discovery of truths and values which
surpass the genius of both traditions.”
This is the hope dreamed in the name of our journal,
SHABBAT SHALOM: hope of reconciliation, hope of SHALOM,
inspired and nurtured through a common reflection anchored
in the experience of the SHABBAT.
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Editorial

How shall we sing?

Jacques B. Doukhan, D.H.L., Th.D.

B

“

y the rivers of
Babylon”
the
ancient Israelites
sat down and remembered. They had lost everything,
and every reason to rejoice. They
had lost the mood to sing. They
hung their harps upon the willows and refused the music.
Later, after the destruction of the
second Temple in 70 C.E., the
rabbis shared the same sorrow
and imposed a national state of
mourning, proscribing any music
in the worship service: “How
shall we sing the Lord’s song in
a foreign land?” (Psalm 137:4).
And yet, their children, all those
people who remembered and still
remember the presence of the
Lord, Jews as well as Christians,
can’t help it. They are still singing.

Music supports their prayers and
their hymns to God. Music helps
them remember and nurture the
nostalgia for another landscape
and another horizon. For music
finds the words we never hear
and cannot pronounce, evoking
something we hardly know and
sense. Music is the language of
hope—the only language indeed
that does not kill, that does not
boast, the language that unites
and does not divide.
This lesson of music is then
relevant within these pages of
Shabbat Shalom where a Christian
conductor and a Jewish cantor
share their musical experience, as
we search and pray for the ultimate shalom and try a new song
together . . .
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Interview

Dr. Wallace Greene

S
Dr. Greene received his B.A.
(1966), M.A. (1970), Ph.D. (1978),
and Rabbinic Ordination (1969) from
Yeshiva University. He is a prolific
writer and highly demanded lecturer
on a wide range of Jewish topics. Dr.
Greene taught Jewish history at Yeshiva
University, Queens College, C.U.N.Y,
and at Upsala College (1971-1988).
After being the Director of the
MIDRASHA Institute of Adult Jewish
Studies (1993-1998), he is currently
the Director of Jewish Educational
Services for the UJA Federation of
Bergen County & North Hudson in
River Edge, New Jersey.

 SHABBAT SHALOM / Autumn 2002

habbat Shalom:
What is your experience and background with music
and Judaism?
Greene: I have had a lifelong
interest in music and Judaism,
and in particular, Jewish music.
I am an ordained (Orthodox)
rabbi with a doctorate in Jewish
history. I have studied this subject, I serve as a cantor, I love
to sing, I attend Jewish music
concerts, I collect recordings of
all types of Jewish music, and
my son is a professional musician specializing in contemporary Jewish music.
Shabbat Shalom: What can
you tell about the meaning and
importance of music in Jewish
tradition?
Greene: Music has always
played a central part in Jewish
tradition. The Bible is chanted according to musical notes
(cantillation markings). The
Psalms were written to be sung
in the Temple by the Levites.
In fact there are instructions
to the choirmaster and notes
about various instruments written in the text. Temple worship
involved ritual singing, and after

the destruction of the temple,
synagogue worship incorporated much music and chanting
into the service. Cantorial music
developed as a medium for talented prayer leaders to perform
parts of the service in a more
elaborate format which was part
service and part performance.
It was perhaps an early form
of sanctioned entertainment.
Jewish music is usually an
important part of weddings,
and Sabbath hymns are sung at

Jewish tradition
recognizes the power
of music as an
uplifting force.
home by the family around the
Sabbath table. Jewish tradition
recognizes the power of music
as an uplifting force. Hasidism
developed the niggun, a wordless
melody which carries Hasidim
to higher spheres of spirituality
and religious ecstasy. Jewish folk
music is also a prominent aspect
of the importance of music in
Jewish life. These tunes reflect
their geographic regions of origin, and different countries have

very disparate types of melodies
as well as instruments, and of
course the accompanying lyrics
are in different languages. The
only common thread, of course,
is when the lyrics come from the
Bible or other religious texts. In
those cases only the music is different.
Shabbat Shalom: What relationship do religion and music
have in Jewish culture?
Greene: The relationship
between religion and music is
very close. The Torah is read
during the week and on every
Sabbath in synagogues all over
the world according to an ancient
set of music notes. The prayer
service involves much communal
singing. The Passover Seder has
many songs, and the Jewish spirit has been expressed in liturgical
poetry set to music for centuries.
Jewish music sets a certain tone.
Joy, sadness, seriousness, and
other emotions are all reflected
in different tunes which are part
of the Jewish repertoire.
Shabbat Shalom: Is there
religious music per se? How
would you define it?
Greene: There is definitely
religious music. That which has
been part of traditional rituals
for thousands of years is religious. The mournful dirges and
the cantillation for Lamentations
on Tisha B’Av commemorating
the destruction of the Temples
is religious music, as are the joyous tunes at a wedding or on
Purim. Melodies, tunes, lyrics,
and instrumental music which
serve as part of the Jewish ritual
are inherently religious. Some
tunes go so far back into antiquity that they are called “Sinai
tunes” in Jewish musicology.
The stirring Kol Nidrei tune and

the High Holiday kaddish are
examples of this. When music
can enhance religious practice,
it becomes religious. The traditional chants for the Sabbath

When music can
enhance religious
practice, it becomes
religious.
services as well as the El Maleh
Rachamim (Memorial Prayer) are
other examples. Contemporary
Jewish music incorporates modern music with traditional texts.
To the extent that this forms
part of a worship service, it too
may be said to be religious.
Shabbat Shalom: What connection do Jewish people have
with music and their spiritual
heritage?
Greene: Following the splitting of the Red Sea, Moses led
the nation in a song of deliverance. Miriam also sang with
the women. Following the victory against their enemies, the
prophetess Deborah led the people in a victory anthem. King
David danced before the Ark
of The Covenant. When the
Ten Commandments are read in
the synagogue there is a special
cantillation used. Major events
in Jewish life are accompanied
by singing. The Hallel service on
Passover, Sukkot, and Shavuot is
usually sung by the entire congregation. The Passover Seder
contains many songs. Every time
there is joy or sadness, or seriousness, on the Jewish calendar or in one’s personal life, it
find expression in music. Classic
Reform Judaism introduced the
organ into the synagogue service

in imitation of the Church. In
fact, the Church borrowed it
from the Temple service which
had an organ. The best known
Jewish instrument, the shofar
(ram’s horn), is a major part of
the Rosh haShanah liturgy.
Shabbat Shalom: I understand that the Psalms of David
are written songs and prayers.
How does the Jewish culture
relate music in the context of
human-God relationship?
Greene: Music is understood
to be a powerful vehicle to connect with God and spirituality,
The Song of Songs, written by
King Solomon, is, on a very deep
level, a love song between God
and the Jewish people. This is
how the Talmud understands it.
The choice of the framework of
a “song” is not accidental. Music
can often convey what vocabulary cannot.
Shabbat Shalom: Do you
consider Jewish music to be different from Christian music?
Greene: They are not the
same, although Christian music
was heavily influenced by the
type of music described as having taken place in the Temple
in Jerusalem. The church organ
is based on a similar instrument
described in Psalms. Christian
music and Christian folk music
do have a contextual parallel,
but the types of music are very
different. Aside from the content, Christian music is usually
associated with church services.
Jewish music is very much a part
of the home and life outside the
synagogue. Given that Jews and
Christians lived together, some
of their tunes are similar. When
I worshiped in the Italian synagogue in Jerusalem this summer, some of the tunes sounded
Autumn 2002 / SHABBAT SHALOM 

almost Gregorian. The same can
be said about Sefardic music and
parallels in Arabic music.
Shabbat Shalom: What can
you say about styles in sacred
music in general?
Greene: Jewish sacred music
is quite stylized and fixed within
certain parameters, allowing for
individuality in performance.
During an Orthodox prayer service there are no instruments,
and usually no choir, and the
service is entirely in Hebrew.
Liberal synagogues allow music,
mixed choirs, and songs in
English which are not “traditional” and therefore not limited regarding format. Catholic
sacred music is usually in Latin
and follows old formats regarding the chant. Other Christian
denominations are more modern regarding musical style and
they range from staid Protestant
hymns to wild foot-stomping
spirituals. The goal of all sacred
music is spiritual elevation, and
different modes are utilized by
different faith communities to
 SHABBAT SHALOM / Autumn 2002

accomplish this goal. “Alternate”
Sabbath services sometimes feature guitars, pianos, and other
instruments.
Shabbat Shalom: Is the variety of styles an issue of concern
in sacred Jewish music? If yes,
why?
Greene: It is not an issue within each denomination. However,
what works for one may not be
acceptable for another.
Shabbat Shalom: How does
Judaism handle the contemporary movement and its effects
on sacred music?
Greene: Judaism is open
(within certain limits) to

Given that Jews
and Christians lived
together, some of their
tunes are similar.
whatever will turn people on.
Contemporary instrumental
Jewish music (samples are available on the Internet) has elements of jazz, rock, blues, etc.

blended with traditional themes.
Within the synagogue, however,
cantorial music remains very
traditional. Liberal synagogues,
however, bring in contemporary
music.
Shabbat Shalom: The Torah
has many examples where the
Israelites danced and sang as
part of a worship experience.
How does Judaism connect the
spiritual music-dancing as part
of worship versus the musicdancing as self-gratification?
Greene: Dance is a component
not of worship, but of spirituality. Jews dance with the Torah
scrolls once a year to demonstrate their devotion. Jews dance
around a bride and groom to
celebrate their union. Jews dance
on Purim to celebrate the victory
over Haman. Dancing is generally not part of ritual worship,
whereas singing and music is.
Israeli style dancing and klezmer
dancing is not unlike folk dances
of other nations. Note that in
keeping with the spiritual goal
of religious-occasion dancing,
Orthodox Jews do not allow men
and women to dance together.
Therefore, the self-gratification
aspect in not relevant.
Shabbat Shalom: Is there any
thing like bad music and good
music in Jewish tradition? If
yes, how would you describe
bad or good music?
Greene: No. Some, however,
may object to putting Biblical
verses to rock tunes.
Shabbat Shalom: Is there,
in your opinion, a music that
elevates and a music that does
not elevate? How does it work?
Greene: Good music by definition elevates. Perhaps not
always religiously, but appreciation of good music can be very

uplifting. Repetition of certain
verses accompanied by the same
tune was long ago recognized by
the Hasidic movement as having
great power and the capacity to
raise individuals to great heights
of spirituality. Traditional liturgy focuses on similar repetition
for the same purpose. This controlled redundancy is an important part of Jewish music. When
music is jarring, too loud, or
devoid of meaningful lyrics it is
not elevating.
Shabbat Shalom: Do you
think that the only role of
sacred or religious music is
indeed to elevate, or do you
see other functions of religious
music—for example, music
that inspires fellowship, emotion, creates associations, etc.?
Greene: Sacred or religious
music by definition promotes
those emotions. There is no

doubt that Jewish folk music
inspires another range of functions. Early Israeli folk music
and contemporary Jewish pop
music are very important outside
the realm of the religious.
Shabbat Shalom: Consid-

ering the effect of music, how
would you comment on the fact
that in concentration camps SS
officials would be listeners to
great music and still be able to
perform atrocities?
Greene: The German definition of culture was deficient in

Jewish dance is a
component not of
worship, but of
spirituality.
that it did not require refinement
of the human spirit. One could
read Goethe, speak French, go
to the opera, have university
degrees, and listen to classical
music, yet still cremate Jews.
That is not culture, rather, the
absence of basic values. In that
case, the elevating and spiritual

nature of music did not work.
Shabbat Shalom: How can
a particular tune or particular
combination of instruments
create in you a spiritual personal response?
Greene: From the earliest

times, man has recognized the
ability of a melody to be a mood
influencer. Whether banging on
a drum, playing a flute or any
other instruments, music can
inspire many different emotions.
Music can be uplifting or sorrowful. It can incite violence
or create calm. Jewish music
is intended to heighten levels
of spirituality and communion
with God. A soulful tune sung
by a cantor can generate blissful
reveries. A rousing repetitious
Hasidic melody can bring one
to a state of religious fervor. A
bravura choir performance can
be religiously uplifting.
Shabbat Shalom: What is
your deepest wish about your
personal involvement in musical life? What is your greatest
frustration as a musician?
Greene: I would like to experience many more forms of Jewish
liturgy from around the world so
that I can incorporate them in
my own repertoire. My greatest
frustration is the lack of appreciation for a good ba’al tefila (lay
prayer leader). Too often congregations are either satisfied with a
lackluster cantor who performs
instead of prays, or at the other
extreme, they are satisfied with
prayer leaders who cannot chant
properly nor do they understand
what they are reading.

*This interview was conducted by
Ruber Leal.
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Interview

Dr. Herbert Blomstedt

Dr. Herbert Blomstedt was born in
Springfield, MA, and raised in Sweden
and Finland. He studied at the Royal
Academy of Music in Stockholm and
at the University of Uppsala. Later he
took conducting classes with Leonard
Bernstein, Igor Markevitch, and Jean
Morel. In 1954 he was appointed as
Chief Conductor of the Norrköping
Symphony Orchestra, Sweden (195461). Blomstedt then held the position
of Chief Conductor of well-known
Skandinavian orchestras—like the
Oslo Philharmonic Orchestra, Norway
(1962-67), the Symphony Orchestra of
the Danish Radio, Copenhagen (196777), and the Symphony Orchestra of
the Swedish Radio, Stockholm (197783)—while also teaching as a Professor
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of Conducting at the Swedish Royal
Academy of Music (1961-1971). From
1975 to 1985 he was Chief Conductor
and General Music Director of the Dresden
State Orchestra (“Staatskapelle”) with
which he toured twenty European countries
as well as the USA and Japan. He then
became Music Director of the renowned
San Francisco Symphony Orchestra (19851995), which he led on well-received tours
to acclaimed international music centers.
Since 1986 he is Honorary Conductor of
the NHK Symphony Orchestra, Tokyo, and
since 1995 Conductor Laureate of the San
Francisco Symphony. After three years as
Chief Conductor of the NDR Symphony
Orchestra, Hamburg (1996-98), he was
appointed Chief Conductor (“Gewandhauskapellmeister”) of the famous Leipzig
Gewandhaus Orchestra (1998-present).
His many decorations include four honorary doctorates, Knight of the North Star
(given 1971 by the King of Sweden), and
Knight of the “Dannebrogen” (given 1978
by the Queen of Denmark). He received
Grammy Awards for Orff ’s Carmina
Burana and Brahms’ German Requiem.
After living in Sweden he has now resided for many years in Lucerne, Switzerland.

S

habbat Shalom*:
Dr.
Blomstedt,
what is music
for you?
Herbert Blomstedt: First of
all, music is a great part of my
life. It’s not all of my life, but
it occupies the main part of my
life—that is, for many hours a
day. The reason I like music so
much is that I regard it as such
a wonderful means of communication. Not only do I communicate with other people
through music, I also get ideas
from others—in this instance
from the composers. When
I read a musical score, I am
like a medium. The message
from the composer is passed
on through me: through my
world, through my possibilities including my limitations.
I try to grasp what the composer wanted to express and
give that on to others. Since I
am a conductor, my task is to
communicate my idea of the
music first to my fellow musicians who play around me—
that could be 20 people, 100
people, or 200 people—and

then together with them to a
public of many more.
As a means of communication music is extremely fascinating, especially since music
is a symbol of life. Art music
in the Western tradition has a
start or is born—from nothing—then has a development
towards some goal, some high
point, some climax, and ends
or dies down. The piece could
be two minutes or two hours
long. You can see how, being a
piece of art, music is a symbol
of life. It is born, it has its
complications and its possibilities that are worked out more
or less fully or just indicated,
and then falls down with a
final clash, or in a tragic end,
in nothing, in nirvana, or in
a triumph, in a triumphal
Hallelujah. Art music mirrors
the millions of possibilities in
human life.
Isn’t it the most interesting part in our lives to meet
other people, communicate
with them, have them influence our ideas and thinking
about life, and, perhaps, give
them something back? Music
is the perfect method in doing
that. As it crosses the borders
of language and different cultures, music is an ideal way
of communicating. There are,
of course, some limitations.
Unless it has a text, music
cannot communicate facts,
e.g., how fast the light travels. It cannot communicate
abstract ideas, e.g., the idea
of a heavenly sanctuary, some
other sophisticated theological concepts, or formulas and
statistics in the natural sciences. So, with music you cannot communicate facts. But,
however necessary facts may

Next to the Bible, music is for me the best witness.
be, they do not constitute the
most important things in our
lives. Important in our lives is
how we relate to each other,
to our ancestry, and to God.
And here we enter the real field
of music, with communication
better than through any other
language. This makes music
central not only to the professional musician, but also to
anybody who has a minimum
of musical talent. And it is
my firm belief that practically
everybody has such a minimum of musical talent. Bach,
Beethoven, and Bruckner are
not just for a handful of specialists. You do not have to
go to the university and get a
doctorate to enjoy the music

Music is a
symbol of life.
of Bach. You just have to allow
yourself some time and put in
some effort on your own—the
effort being to sit down and
listen, to open your ears and
reflect in tranquility without
being pushed around by other
duties. Bach’s music has a message that goes directly to the
heart. Of course, Bach is just
an example. It could also be
music that is a thousand years
older, or music that is written today. Thus, music is very
central, not only to the musician but to everybody. Just
look around and you will see
that it really is. People deal
with music everywhere. How
they deal with music is another
question, but music is part of
everybody’s life.

Shabbat Shalom: We can
find music in different settings, but how would you
describe the role of music in
religious life?
Blomstedt: Since music
is a spiritual affair, it is one
of the main witness forms.
You cannot prove the existence of God in the same way
that you verify something in
the laboratory. That’s just not
possible, neither for theologians nor for anybody else.
But there are witnesses to the
existence of God. The Bible
certainly is the prime witness.
Next to the Bible, music is
for me the best witness. There
are other witnesses, too. The
whole creation is a witness to
God, and especially His prime
creation—humans. For how
could we get an idea about
God without other people? As
an example, for many people
their idea about God is very
much influenced by the way
they perceive their biological father and mother. That
is a first point of reference.
Indeed, what we see in other
people very much shapes our
future understanding of God.
For me, the witness of music
can go far beyond that, because
music can give you at least an
idea of the endless greatness of
God, a God who has no limitations of time and space—a
concept that goes beyond our
possibilities to grasp. Music
can depict God’s greatness and
can give us the sense of awe
that perhaps individuals cannot so easily create in us.
The reason for this lies in the
fact that music can appeal
to all strata of the intellect
Autumn 2002 / SHABBAT SHALOM 

and at the same time be very
emotional. And since humans
are a mixture of brains and
feelings, music can ideally
grasp the whole person as he
or she was created by God.
Certainly God did not create
humans like a machine or like
clever animals. The human
combination of intellect
and emotions is without
comparison in the animal
world. In addressing these
two capacities, music can
give an idea or a glimpse of
what the Creator must be.
Of course, when we listen
to ditties or sing sentimental
religious songs, it is difficult
to get a proper idea of how
great God is. The text of that
music may be quite nice and
true, but the music itself does
not include anything of God’s
greatness. This effect is much
better conveyed by a hymn
from the Reformation era, or
a fugue by Bach, or a symphony by Beethoven. And there
is music in which the greatest composers have combined
their musical skills with their
intensely religious feelings to
create religious music with
text that ranks among the
greatest testimonies to what
God can do through a human
individual.
Shabbat Shalom: That
leads to the next question: Is
there religious music per se?
How would you define it?
Blomstedt: I do not think
that there is religious music
per se. A slow tempo, absence
of dance rhythms, use of the
organ etc. does not automatically make the music religious. Not even the presence
of a religious text automatically makes a song religious,
10 SHABBAT SHALOM / Autumn 2002

if the music itself is not of
a higher spiritual character.
The effect is that, for at least
the more sensitive musical
mind—and I am not speaking
of specialists like myself, but
of people in general who like
and are used to listening to
good music—it will even be
distracting to hear a religious
text set to music that is not on
a spiritual level with its text.
But in another sense almost all
Western art music (including
medieval Gregorian Chant,
a Haydn String Quartet, a
Bartók Concerto) is in effect
“religious” when it attains that
lasting quality mark as a product of profound vision and
highest effort.
What gives the music a religious character is its capacity
of bringing us into contact
with something that is infinitely greater than ourselves.
We cannot be elevated to a
higher level if we deal only
with trivialities, with cheap
commercial mass products.

he or she is not gifted with an
almost superhuman amount
of tolerance and patience. But
fortunately, you don’t have to
go to the concert hall to experience religious music of the
highest caliber. There is a treasure of religious music in the
best Christian hymns spanning five centuries or more.
It is there for us to use, and
thereby be blessed.
Shabbat Shalom: So, in
your opinion, there is a
music that elevates and a
music that does not elevate?
Blomstedt: Certainly.
Shabbat Shalom: How does
it work?
Blomstedt: I think the
purpose of music is to elevate—and I am again speaking
of art music in the Western
society. If music does not fulfill that purpose, it’s really
not good. Bach, who was a
very emotional person, once
expressed this in a typical saying of his. But let me provide
some background first, since

A slow tempo, absence of dance rhythms, use of the
organ, even the presence of a religious text does not
automatically make the music religious.
Such can never elevate. To
elevate has always to include
an element of effort, an effort
on the part of the one who
wants to be elevated. In that
sense I firmly believe that a
symphony by Bruckner or a
fugue by Bach is far more religious than a trivial song sung
in a church. The religious text
of such a song may be acceptable, but the music is betraying what the text says. Often
the conflict between text and
music could tear apart the
musically sensitive person if

few today have any idea who
Bach really was. People often
think of Bach as somebody
extremely boring and old-fashioned who wore a wig and had
no contact with life. I want to
remind them that Bach had
twenty-two children. How can
you be without emotion when
you have twenty-two children?
And he raised them to be fine
Christians. He was a deeply
religious and a very emotional man, full of temperament.
He could become very angry,
and I am sure he was espe-

cially angry when his sons
and daughters did not live up
to the standards of music he
wanted to set. When those
schoolboys at the St. Thomas
in Leipzig did not respect the
musical standards that he was
trying to teach them, or when
he heard music in the streets
or in the fine societies that
was not of the best quality,
he could get very upset. Bach
said that the ultimate reason
for music is to give glory to
God and to refresh the mind
and soul. For him, music that
does not do either of these is
not worthy to be called music
at all. It’s nothing better than
a “devilish bawling and bragging.” There was such devilish music in Bach’s own time.
Certainly there is baroque
music that fits this description well. Music that is full
of repetitions with no variation or development. Indeed,
there is lots of baroque music
that is not particularly good.
And there is also lots of
contemporary music that is
bad music—shallow, trivial,
banal. It’s just routine, trashing, treading a treadmill, not
worthy of human emotion or
human intellect. That kind of
music was devilish to Bach.
Of course, Bach was demanding. But if you want to have a
discussion on terms like this,
you have to be quite either-or.
There is no middle ground
here. In music, there is no
way to be neutral. “All music
is good” is a standard philosophy today. Many believe
that a piece of music written
for Broadway in New York
could be just as elevating as a
Bruckner symphony, or that
a sentimental religious song

could be just as good as Martin
Luther’s “A Mighty Fortress.”
In general, people want to
avoid evaluating music. They
only go for what they like, for
anything that tickles the ear.
Today, everything seems to
be okay. I regard it as a most
dangerous concept to believe
that anything is as good as
everything else. There are distinct criteria why something is
a little better, less good, very
bad, distasteful, or should be
avoided at all costs. However,
such a distinction is not a very
favorite idea for most people
today, neither in our churches
nor in the art world.

What gives the music a
religious character is its
capacity of bringing us
into contact with something that is infinitely
greater than ourselves.
Shabbat Shalom: What
would be some of the criteria
according to which the value
of music can be determined?
Blomstedt: When choosing
music we should be at least as
critical as when we buy a new
car or our daily food. Is it well
made? Functional and durable? Is it nourishing, tasteful,
nontoxic? Does it serve my
real needs?
Music that comes from
Pop sources is rarely of lasting quality. It is hastily put
together, tickles the ear, and
stirs the bowels, but loses
value quickly and leaves us
spiritually empty. It is like
candy—not fit for food. And
if you eat too much of it, it
destroys you.

Music that comes from
“classical” sources is always the
safer choice. Time has proven
its value, and its message is as
fresh today as ten, a hundred
or three hundred years ago. It
may be simple on the surface,
but beneath—after repeated
listening—there is a rich web
of associations that ultimately
touch on all layers of our
personality: body, mind, and
soul.
This is the music that also
has an ethical impact, able of
elevating every listener. Listen
to classical music stations only!
Avoid the bad stuff. It may be
harmful to your health. The
choice is yours!
Shabbat Shalom: If I
understood you correctly,
the main role of religious
music is to elevate. Do you
see any other functions of
religious music, for example,
inspiring fellowship, emotions, creating associations?
Blomstedt: Let me shape
the question a little bit. If you
ask the question “Is the only
reason for religious music in
a religious service to elevate?”
then I would say Yes. But of
course, believers, like other
people, come together in many
ways for different reasons.
Sometimes we come together
to play a String Quartet by
Haydn, or we come together
to sing folk songs with a guitar, or, as it was practiced earlier, we do some work together
and we sing rhythmical songs
to get the work done more
easily. So there are many purposes for music. But regarding the music in a religious
service, where God is the One
worshiped, I feel that only
the very highest definition
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of music can be used. There
are many different styles of
worship, and of course there
are many different ethnical
styles because we have different backgrounds. But whatever background we have, the
main idea is that when we
make music before God, in
His presence, it must match
our image of God.
A reciprocal effect is that
the music we use in the service is in turn helping us to
shape our image of God. If
the music that we make for
religious services is just the
same music that we hear in
the street, the radio, or the
dance hall, then God becomes
just another fellow, our best
buddy. In a way, He certainly
is just that, but this picture of
God gives us only a quite limited view of what God really
is. He is much more than our
brother and buddy. The image
we have of God should be a
very rich one. He is not just
the One we lean our heads
on when we are tired and
He comforts us by saying,
“Be of good comfort, I am
always with you. Be of good
courage, I will always forgive
you. Just be sincere and just
love Me and you will be all
right.” That’s only one part of
God. God is infinitely more.
He is the Creator. He is your
Creator. He is your employer.
He is the One who told you
“Go out and be a witness for
Me, and be careful what you
say, how you express yourself.
Remember you are created in
My image. Do nothing that
would distract from the highest idea you have of Me when
you speak about Me to other
people.” He is our Judge. We
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have to have ultimate respect
for Him. And in order to have
some idea of how great He is
we must spend as much time
as possible looking for places
where we catch a glimpse of
who He really is: in nature, in
the best kind of books, and in
the best kind of music. Don’t
just look around on the street,
but lift up your eyes to the
mountains where God is. This
is what will help you to create
a mature image of God.
Shabbat Shalom: Where
do you see the connection
between music and spirituality? What is this connection,
if there is any?
Blomstedt: There is a clear
connection. I remember, once
in an interview many years
ago I received a similar question. I replied that I know
many fellow artists—painters,
writers, and especially musicians—of the highest caliber,
and I think they are all in one
way or another religious at
heart. What I meant is that
all these people are deeply
spiritual. They do not need
to be Christians, they might

as well be Jews or Muslims or
whatever, but they are spiritual people. Because art is a
spiritual affair. Music deals
in a sort of semiabstract way
with realities of life. As I said
before, music is a symbol of
life. And God is the Life-giver.
If you deal with a symbol of
life, music in this instance,
you cannot concern yourself
with it without dealing with
the Life-giver in one way or
another. You are looking for
Him. Sooner or later we all
seek answers to the questions
“What is the origin and the
reason of all this? Who am I,
and where do I stand? How
do I relate to this? What is
behind all this?” Music cannot give the full answer, just
as theology cannot give the
full answer, because both are
not exact sciences. Both deal
with deeply spiritual matters
and are searching for ultimate truth in an area where
we know that our knowledge
will remain “in part only.”
Music, however, better than
science can give an idea of
the infinite greatness of God.

When you hear certain music,
it is as if the horizon is lifted, like “Ahhhhhhhh.” Your
whole person is being filled
with something that is infinitely greater than yourself.
This cannot be done by music
that just catches your legs, or
catches your ears by a nice
tune, like “Di-di-doo-di-doodi-doo . . .” That’s nice. I
feel rhythm in my body. But
then, Stop. There is nothing more. Stop. Nothing that
refreshes the mind. Nothing
that elevates the soul. This
music may have a function in
the cafés or in the dance hall.

Perhaps one percent of
the commercial religious
music can stand a
serious test.
But it has absolutely no place
in worship.
Shabbat Shalom: What
do you think of the present movement that integrates
more and more “contemporary” popular and ethnic
music in worship services?
Blomstedt: First of all,
I could hear that you put
the word “contemporary” in
quotes. Correctly so, because
the word “contemporary” is
completely misused, particularly when one equates “contemporary” with “appropriate” for the present time. Let
me give you an example. I
have gone to religious services where the program says
that “contemporary music” is
played. However, what they
really mean is: “Come and
hear music of the same kind as
you hear all through the week

in the coffee shops, from the
radio stations for pop music,
music that avoids the lofty
sounds of the organ and the
resonance of old cathedrals.
Come and be ‘in,’ be like
all other people, be yourself,
be ‘contemporary.’” Really,
“contemporary” is a much too
positive word for such a philosophy.
All the others who like
really good music are viewed
as totally old-fashioned, as
having no contact with real
life. Those are people who
like Bach or Gregorian chant,
or even recite the Psalms.
Regarding the latter, some say
“It’s enough that we have the
Gospels. Why read the Psalms
if we have the Gospels? Jesus
is all we need.” This is of
course also completely wrong.
The Psalms are just as contemporary as any ditty written
yesterday. So contemporary is
not a quality that we should
discuss without qualifying
very carefully what we mean
by it.
When you ask about the

ly music from the nineteenth
century—but
nevertheless
performed in many religious
services. That music is completely banal and has very
little to do with the quality
of the biblical message. Of
course there is also old music
that is of a high caliber, valuable music that is approaching
the value of its religious text.
I am thinking of a saying
by Abraham Joshua Heschel,
the great religious thinker and
Jewish rabbi from Poland,
educated in Berlin, and then
teaching at Jewish Theological
Seminary until he died in
1972. He was not a trained
musician, but he liked music.
Heschel could express himself
wonderfully in words. He is
one of the religious writers
and philosophers that I read
with great benefit. He said
once that he himself spends
hours and hours, day after day,
trying with enormous effort
to find the right words to
express some valid ideas about
God. “And then,” Heschel
says, “in the evening I may

To find a product that can satisfy both the
intellectual and the emotional demands takes
a really great composer and a sincere effort over
a long time, and long experience.
value of contemporary music,
there is both contemporary
music that is very good and
contemporary music that is
bad. I want to emphasize that
there is very valuable contemporary music written today.
Such music is, however, rarely
performed in these “contemporary” worship services. On
the other hand, there is old
music that is trivia—especial-

go to a concert with music
by Bach, Mozart, Beethoven,
Bruckner, Mahler, etc. And I
think: These people have said
it much, much better.”
Shabbat Shalom: What do
you think of the so-called
“third stream” that combines classic, popular, and
world music, and can be seen
among many of today performers and composers of
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classical music?
Blomstedt: I am not really
sure what the question aims
at. Of course, I know very well
that such tendencies exist in
the realm of art music. This
sort of crossover is typical of
our times. It stems very much
from the present philosophy
that all music is of equal value,
which I think is a complete
misunderstanding, even if a
good composer can integrate
in his or her music elements
from many different sources.
But I think the basic truth
that all persons are of equal
value is simply misapplied
here. Your human value is the
same if you are a Ph.D. or a
street sweeper. Whatever color
the skin has makes no difference in the person’s value. We

highest ambitions in music
(e.g., a symphony, an opera,
a fugue, or an oratorio)—is
bound to be only moderately successful, depending on
the degree of integration the
composer can achieve. These
crossovers can certainly be a
positive influence and create
some interesting ideas. Take
for instance Bach. He was
a melting-pot of influences,
though he never left his native
Thuringian homeland in central Germany. Still, because of
his talents and the seriousness
of his work, but also because
he soaked up different influences, Bach became the greatest church musician that ever
lived. His music would not be
what it is without the Italian
or the French influence. It’s

Gregorian chanting, the earliest expression
of Christian art music, has its roots
in the synagogue chant.
are all equally valuable. And
yet, the products of our industry are not equally valuable.
Such is also true for music.
The music that is written for
everyday consumption that
you hear in the restaurants, in
the elevators, in the radio, or
when the car passes by with its
heavy “dum-dum-dum-dumdum” [bass tones] is not of
the same value as a folk song
or a symphony by Brahms.
We need to attach value to the
things we are dealing with.
So, the effort to combine
different kinds of music—
music that has very modest
requirements on the intellect (e.g., dance music, work
music) with music that has the
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nothing to say against getting
ideas from all around.
I think a great deal of the
crossover that we see today in
art music is a result of frustration. In the fifties, sixties, and
seventies the art music was
getting more and more intel-

Music is not a
sorcerer’s formula.
Music is like a
catalyst.
lectual, so superintellectual
and so devoid, correspondingly, of emotion that people
stopped going to these kinds
of concerts. The music had

grown too complex. Serious
composers, many of them the
best in their generation, lost
their audience, and when you
lose your audience then you
lose one of the main reasons for being a musician. You
want to communicate something, but if there is nobody
who receives it, what is the
point? That was when composers discovered their new
goal: “Let’s write music that
people can understand.” We
are in the middle of this trend
right now. It started in the late
eighties. “Oh,” people said,
“This is called modern music.
And we like it. I think I
am quite musical!” They were
happy to discover that there
was contemporary music that
was not so completely cerebral that it had lost its contact
with human emotion. This
is one of the backgrounds
of contemporary crossovers.
Serious composers want to
be public. They want to use
their skills as very well studied composers to reach the
public. I cannot see that there
is anything wrong with that.
After all, it stems from a very
legitimate need to communicate themselves. How much of
this modern trend is denying
the true goals of the serious
composer by just setting out
to be cheap, to prostitute oneself more or less, to please and
be public, that is only for the
experts to judge. Of course,
all the commercial religious
music you have today is of
such a kind. There is perhaps
one percent that could stand a
serious test. Most of the commercial religious music is just
manufactured. It is very easy
to write music like this. I tried

Music does not transform you if you do not let it
transform you. Just like the gospel.
it myself. I can write such a
song in ten minutes. No problem. Of course, then it’s also
forgotten in perhaps ten minutes, a week, a year or two. In
contrast, it is rare that a composer of the highest ambitions
and of the highest schooling
writes a piece to communicate something in a way that
a very big public immediately
can grasp and understand. To
find a product that can satisfy
both the intellectual and the
emotional demands takes a
really great composer and a
sincere effort over a long time,
and long experience. There are
very few who can do that.
Shabbat Shalom: How do
you see Christian music as
different from Jewish music?
Blomstedt: I don’t know
Jewish music too well, I must
confess. Most people, also most
musicians and musicologists,
do not know Jewish music.
But what is “Jewish”? We are
certainly acquainted with
music written by Jews—for
example, Felix Mendelssohn
Bartholdy, Gustav Mahler,
Giacomo Meyerbeer, Leonard
Bernstein, Aaron Copland,
George Gershwin.
Their
music is of course various and
diverse. Just as there is an
enormous difference between
the music of Gershwin and
that of Mendelssohn, there
is also an enormous difference between Mendelssohn
and Mahler. They are all
Jews. What is the common
ground they have? You have
to define more clearly what
you mean by “Jewish music.”
If you mean Jewish religious

music, then the Jews themselves barely have an idea of
how old Jewish music really
sounded and how it was. We
know very little about how the
Psalms were sung by David.
The closest we can come to
compare in the Western tradition is the Gregorian chant.
We know that Gregorian
chanting, which is the earliest expression of Christian
art music—developing in the
third to sixth centuries and

Millions of people hear
candy music . . .
and think that brings
them closer to God.
This is tragic.
then codified around 600—
has its roots in the synagogue
chant. There have been old
Jewish communities isolated
in the Diaspora, especially in
the Arabian Peninsula, that
have kept their tradition and
their rites pretty intact during
the centuries. In the nineteenth century modern scholars, including Jewish scholars, became aware of that and
started to understand better
the link from the Gregorian
chant to the biblical chant. To
be sure, the Gregorian chant
is today practically a forgotten
art form. Musicologists know
about it; very few Catholic
priests perform it today, even
in great Catholic cathedrals.
There are some who cultivate it—in some cathedrals
in Germany, but especially
in France—and they do it in
a wonderful way. It is a rev-

elation to listen to this music
that grows out of the text and
follows it. Even the atmosphere of this music gives you
an idea of the infinite greatness of God. The Gregorian
chant consists of one line; it is
unaccompanied, just one voice
sung by several monks together. It is in perfect harmony
with the church room that
it fills, with the high ceiling
in the church and its infinite
acoustics. Here God is. The
medieval Christian knew also
that God is not there physically, but in spirit. This was
His world. The church conveyed to the believer the idea
of God’s greatness. It appears
that the music that was written
for these Psalms—most texts
come from the Psalms, only
some from the prophets and
the New Testament—comes
very close to the idea the Jews
in biblical times must have
had about music. When Jesus
stood up in the synagogue at
Capernaum and “read” a passage from Isaiah, he surely
was not reading as we do
today. He was singing in an
elaborate voice because God’s
word should not be spoken
in everyday style. Still, we
can only speculate how it was
really done. In contrast, the
music practiced nowadays in
synagogues is well known, but
as far as I know most of it was
shaped by the practice of the
nineteenth century.
Shabbat Shalom: How do
you explain the importance
of music for Christians?
Blomstedt: Music is important for everyone. But why
is it especially important for
Christians? The only answer is
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that music can help in forming
a more complete, deeper, and
truer image of God. Music
itself helps in many ways. In
the most primitive way, it
helps doing the work—these
are rhythmical work songs.
It helps expressing enjoyment
and community, e.g., when
one performs a dance—and
I am speaking of folk dance
and not of the Western or
American couple dance. That
is a wonderful function of
music. Music in its highest
form, as we Westerners understand it, can help in even
greater ways: in forming personality, in deepening one’s
view of life, and above all in
coming into contact with the
Eternal. Søren Kierkegaard,
the great Danish philosopher
and the father of the modern existentialist faction of
philosophers, describes in
one of his main works, Stages
on Life’s Way, three levels of
life: the aesthetical, the ethical, and the religious stages.
The purely aesthetical stage
sounds wonderful, but what
Kierkegaard means is aesthetical in an almost idolatrous
sense. It’s about things that
only please your senses: how
you experience smell, taste,
sound, and vision. The aesthetic evaluation is: what is
pleasing to see is good, what
tastes good is good, what is
beautiful is good, what sounds
nice to your ear is good. The
ethical question comes only
at a higher stage, when man
matures a little bit more. At
that level human beings ask
themselves: “Is everything
that tastes good really good ?
Does it have a good purpose?
Is it good for you, also in the
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longer perspective? Does it
help you to be good to others?” That’s the ethical question. Finally comes the highest question: If you think it
is good for you and for other
human beings, what does God
think Who knows better? Very
few people ask themselves
this kind of question. It is
sad to say that most people
today remain on the aesthetical level, also in regard to
music. What sounds good and
pleases the ear is considered
to be good. The motto is “If I
like it, it’s good.” But people
should ask the other question:
“What is really good for you?
What helps you to develop
your personality, to develop
the best in you?” It is our duty

My deepest wish is to
reveal God in music.
to develop the musical talents given to us, and as I said
before, everybody has talents.
Finally, most people don’t ask
the ultimate question at all,
not even religious people:
“What does God think?” Only
a very few people come to that
stage where they struggle with
God to come to a sort of clear
view of what God wants just
from you. Most people spend
all their life on the aesthetic
level only. To use a parable of
Kierkegaard, it’s like human
beings who spend all their
life living in the basement of
their two-story house, because
there they have stored all their
provisions, meat and drink,
etc. However, those human
beings rarely go up even to the
first floor where there is light,
where they can look around a

bit and widen their horizons.
And they never go up to the
second floor where they could
have this wonderful view—it
might be even a view of heaven. They spend all their life in
the basement. How sad!
Shabbat Shalom: It’s very
clear that you uphold a very
high standard of music.
Let
me
ask
you
a
completely different but still
somewhat related question.
Considering the effect of
music, how would you comment on the fact that in concentration camps SS officials
would be listeners to great
music and still be able to
perform atrocities?
Blomstedt: Well, music
is not a sorcerer’s formula.
Music is like a catalyst. It does
its work within you. Some of
the most terrible people in the
history of humankind were
some popes. Apparently the
Christian faith did not help
them to be decent people. They
did not take the Christian
message to their heart; they
just used it as a means of getting power. Likewise music
does not transform you if you
do not let it transform you.
Just like the gospel. It’s not a
formula. A few Bible texts do
not guarantee salvation. That
is much too primitive a way
to look at the Christian message. That is superstition. Just
like the belief that the worst
criminal would be saved when
the priest comes and performs
the cross sign over him or her.
Or the belief that a child will
go to hell if it is not baptized
when it is one day old. The
Christian message is for the
whole person—for the mind,
for the soul, for the emotions.

It must occupy the whole person. Good music can be used
by professionals in a power
play. But then it has not been
allowed to change their personality. I am convinced that
good music has an elevating influence on anybody who
really opens his or her soul to
it, but again it’s not a formula.
In fact, some of the worst
characters I know have been
musicians.
Shabbat Shalom: What
is your deepest wish about
your personal involvement
in musical life? What is your
greatest frustration as a
musician?
Blomstedt: Perhaps it is
easier to start with the latter
question. Our discussion has
already revealed some of my
frustrations. My greatest frustration in music is to see how
musical talent is not used and
thus wasted. We all have musical talents to some degree;
even those who never dream
of playing an instrument have
musical talents. You can discern levels of pitch, hear the
difference between loud and
soft, or the difference between
a man or a lady singing. Very
few, less than one thousandth
of a percent, do not have these
abilities. So, we are all musical. Even if not all of us have
wished to develop and to perform as a musician, all of us
have the possibility to at least
develop an understanding for
music. I see so many people
that are never going out of
their basements, who are staying down there with the most
trivial and banal music conceivable, because they think it
sounds good and tastes good,
but they do not perceive that

in reality such music is not
good for them. There have
been enough people who have
been preaching that it is not
good for you to live only on
candy just because it tastes
good. Most people in our culture have a fairly good idea
what their diet should be.
There is certainly no grownup who would eat candy for
breakfast, lunch, and supper.
However, there are millions
and millions of people who
hear candy music at morning, noon, and evening, in
the street, in the dance hall,
in church, everywhere. Candy
music, candy music. And they
think that brings them closer
to the good or even to God,
because they have never tasted
anything else. This is tragic.
This is my greatest frustration, musically speaking.
Religiously speaking, I
think the image we have of
God is very much created by
the atmosphere we live in.
For example, if we have a
wonderful mother and father,
we could certainly get a good
basic idea of what God could
be, namely loving, knowing
everything, trustworthy, helpful—and our righteous judge.
Somehow other people who do
not have good parents, or who
lose their parents, or never
had parents, can grow up to
become good people anyhow,
because they had other role
models who gave them an
idea of what they could be.
Musically speaking, the way
we sing about God in church
helps to create an image of
God. I believe the better the
music is, the higher and richer
the ideas of God can be conveyed. I am not saying hereby

that only a musicologist can
get the proper idea of who
God is. Just as the study of
theology does not necessarily
make you a better Christian.
But music is a wonderful tool
to help to widen our horizon,
to make space for something
that is infinite to us—God.
Much of the preferred music
in our churches has limited
the idea that you can get about
God. That is tragic, too.
My deepest wish is to reveal
God in music. This is why I
concentrate on the greatest
masters in my concert programs. God speaks most clearly through them. There are
also many minor prophets in
the musical Canon, but they
must speak the same message.
The ultimate purpose must be,
as Bach said, “to the glory of
God and to the refreshment of
mind and soul.” At least, the
music of the Christian should
have no other purpose.
*This interview was prepared and
conducted by Wolfgang Lepke and
Martin Pröbstle.

Autumn 2002 / SHABBAT SHALOM 17

Hebrew Scriptures

Music in the Bible

T

Lilianne Doukhan
Professor of Music, Andrews University

he Bible does not
provide us with a
treatise or a chapter
on music. In order
to gain insight into the biblical
view of music, we must glean
information along the way, as
we encounter various events
and happenings in the life of
Israel. Music in the Bible always
accompanies an event. It is not
seen as an occupation to be pursued per se—art for the sake of
art—for the sheer enjoyment of
itself, but it is rather functional.
As music is always an expression
of a culture, we will find that
the development of music in
the Bible will reflect the various
stages of the development of the
people of Israel.
Music for Man
Music played a prominent
part in the life of the Israelites
and accompanied them in manifold venues. As early as Genesis
4:21, we find out that the
father of musical instruments
was Jubal the son of Lamech,1
seven generations after Adam.
He invented the lyre (kinnor)
and the flute (ugav). Already
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the name of Jubal (yuval = ram’s
horn) carries in itself a reference
to one of the most prominent
instruments in Israel, namely,
the shofar (ram’s horn). Jubal
had a brother, Tubal-Cain,
who is known to us as the one
who manufactured tools out of
bronze and iron. It has been
generally assumed that he probably also tried his hand at the
first brass instruments, such as
the trumpet. As we pursue the
reading of the book of Genesis,
chapter 31:27 relates the story
of Jacob’s flight from Laban, and
introduces an additional instrument, the tambourine (tof). At
the same time, the first social
setting of music-making is intro-

Music was given by
God Himself to fulfill
an educational purpose.
duced to us: it was customary to
send people on their way by
celebrating with music-making
and rejoicing.
The instruments encountered
so far (with the exception of
the trumpet) were typical of

a nomadic context. They were
small and portable, and made
out of materials easily found in
the geographical and economic
settings of nomadism: reeds, animal skins, wood, tortoise shells,
etc. They were either played
as solo instruments or used to
accompany singing.
During the patriarchal period,
musical instruments were also
an important means of communication. Exclamations or
acclamations were used to signal
or celebrate, e.g., the discovery
of a well (Num 21:17-18), or
to mark allegiance to a tribe,
chief, or banner (Exod 17:15;
Judg 7:18). Later in the history
of Israel, during their sojourn
in the wilderness, signals by
the long silver trumpets (hatsotserah) made from the precious metal brought from Egypt
(Exod 12:35, 36) and manufactured according to God’s
instructions (Num 10:2), will
communicate the various camp
activities, such as gathering, setting out, assembly, war, and
feasts and celebrations (Num
10:3-10). As a perpetual law,
only the priests were allowed to

play the trumpets (Num 10:8).
In a similar manner, the use of
the ram’s horn was also limited
to specific roles, such as signaling war or cultic events. The
shofar occupies a special place
among the instruments of Israel.
Surrounded with religious and
spiritual symbolism, the history
of its use is traced back by tradition to the sacrifice of Isaac.
The first reference made by the
Scriptures (Exod 19:19) connects the shofar with the event of
the giving of the Law at Mount
Sinai. Both kinds of trumpets
(shofar and hatsotserah) would
become for the prophets, as well
as the New Testament church,
symbols of the Day of the Lord
(Isa 58:1; Jer 4:5; Ezek 33:3-4;
Hos 5:8; Joel 2:1; Amos 2:2;
Zech 9:14; see also Rev 8 & 9;
1 Cor 15:52) and were often
associated with the voice of the
Lord Himself (1 Thess 4:16; Rev
1:10).
Beyond signals and acclamations, the Bible also mentions
songs of triumph (Exod 15:21)
or vengeance and lamentation
(Gen 4:23-24), to accompany
warfare and victory. The book
of Numbers (21:14) even makes
reference to a collection of epic
songs, the “Book of the Wars
of the Lord” that recounts the
victories of the Lord over Israel’s
enemies.
Welcoming heroes was celebrated by singing, playing
the tambourine, and dancing. Repeatedly, we encounter scenes in the Bible where a
group of women or young girls
acknowledge victory or victors
in this way: Miriam and the
Israelite women after the crossing of the Red Sea (Exod 15);

Jephtah’s daughter welcoming
her father after his victory over
the Philistines (Judg 11:34);
the young women celebrating
David’s victory over Goliath (1
Sam 18:6), etc.
Music-making in the Bible

The essential focus of
music-making centers
around God: it becomes
music for adoration.
is also associated with healing
and inspiration. David played
the harp before Saul to soothe
his agitated spirit (1 Sam 16:23)
and the prophet Elisha asked to
play before him to bring about
inspiration (2 Kgs 3:15). During
the time of the nevi’im (tenth
century B.C.E.), we see bands of
prophets roaming through the
country playing instruments,
singing, dancing, and prophesying (1 Sam 10:5).
As in all ancient cultures,
music also played an important
role in everyday work. Several
passages mention how musicmaking accompanied the work
of the harvesters (Isa 16:10,
etc.). Instrumental music and

Music in the temple
was not left to chance
happening.
song were also an integral part of
those festivities often denounced
by the prophets (Isa 5:12; Amos
5:23; 6:5).
Music was given by God
Himself to fulfill an educational purpose. In Deut 31:19-22,
the Lord gives Moses the command to write down a song

and teach it to the children of
Israel, for the explicit purpose
of Israel’s remembering through
that song what God had done
for them. This is a very good
illustration of the use of singing
for the purpose of memorizing
and recollecting, a practice still
in use today in Jewish schools
and yeshivahs. It illustrates an
awareness of the power of music
to intensify an experience and
drive it deep into the heart.
This event also indicates that, in
the mind of the biblical writer,
God Himself is at the origins of
music and the use of music. But
we also learn that He bestows
the task of transmitting this gift
to individuals who are able to
put it to good use. God instructs
Moses to write this down. And
indeed, to this day, Moses is
considered in Muslim tradition
as the patron of the flute players, an indication how much he
must have been revered for his
musical skills. It happens that
the education he had received
at the Pharaonic court included instruction in cultic matters
which gave him the necessary
skills in compositional techniques and the various genres
of music.
The Sound of Music
We might ask ourselves what
this music must have sounded
like and whether we have any
clues as to how it was composed, performed, and transmitted. There are, indeed, indicators that the scale used by
the ancient Israelites was our
modern diatonic scale made
up of seven pitches (the heptachord), rather than the pentatonic scale prominent today in
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the Middle East. Evidence for
this has come to light by way
of ancient Ugaritic tablets that
contain treatises which explain
the way harps were being tuned
in those times.2 This is corroborated by the mention, in some of
the Psalm superscripts, of “playing in octaves” (al-hasseminit, Ps
6:1, Heb.; Eng., in superscript).
The way the music sounded
would probably notˇˇ have been
strange to our ears.
The compositional process in
biblical times was similar to what
we still find today in Middle
Eastern or oriental regions,
namely, based on the principle
of centonization and improvisation. These techniques consist in
a set repertory of short melodic
formulas like the Arabic maqqam
or the Indian ragas, which are
then combined, through improvisation and according to strict
and complex artistic rules, into
a musical composition. We find
an indicator of this procedure
in a number of songs in the
Scriptures that appear clearly to
be put together, in the manner
of a mosaic, from several earlier passages, as for instance in
David’s prayer of dedication as

which consists in using hand
signals to indicate mainly the
contour of the melody.3 Such a
technique was very prominent
in all of the Ancient Near East

and had also been in use in the
Western world into the Middle
Ages, especially in the context
of plainchant. During the tenth
century C.E., at about the same
time Western notation was starting to appear, this method of
oral transmission was progressively replaced by written accent
signs added above the Hebrew
text by the Masoretes. A small
number of accents, however, can
be traced back to as early as
the time of Ezra. A scriptural

Music is a God-centered activity.
the ark was set inside the tent at
Jerusalem (1 Chr 16:8-36). This
prayer is a composite of Psalms
105 (verses 1-15), 96 (verses
2-13), and 106 (verses 1, 47,
and 48). This way of composing represents a very high art
that requires years of apprenticeship and training. The music
was then transmitted to singers
and instrumentalists by means
of a technique called chironomy
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indication of this technique can
be found in the expression al
yad David (1 Chr 25:6) which
means literally “at the hand of
David” and is generally translated as “under the supervision
of the king” (NIV).
The biblical text presents us
with several different genres of
music and music-making. In
the earlier stages of the history
of Israel, we find many collec-

tive acclamations where groups
of people shout their allegiance
by uttering short expressions
such as “For the Lord and for
Gideon” (Judg 7:20). Later in
the history of Israel, as a written body of literature and songs
emerges, the singing was done in
several ways, mainly dictated by
the poetic form of the texts. The
literary parallelism prominent in
the Psalms suggests antiphonal
performance wherein two groups
of singers respond to each other
in alternating fashion. This was
a characteristic performance
practice in the Ancient Near
East, since we find the same
genre mentioned for the singing
around the golden calf, following the Egyptian custom (Exod
32:18). Responsorial singing
is also attested in the Psalms.
Here, a leader sings the main
part of the song, and groups
of people respond with short
responses, such as Hallelujah,
Amen (Pss 146-150), or as in
Psalm 136, with a whole refrain:
“His love endures forever” (see
also Pss 42:5, 11; 43:5; compare
46:7, 11; 57:5, 11; 67:3, 5;
107:8, 15, 21, 31). Singing was
accompanied most of the time
by the sound of instruments,
particularly harps and lyres that
are characterized by their subdued and intimate sound. In
more informal settings, such as
processions, the moment would
be heightened by the addition of
tambourines and dancing.
The examples of music-making that we have encountered
so far demonstrate different
ways music was used for the
enjoyment of men and women.
But the Scriptures indicate that
music was to play an even more

important role in the life of
the Israelites. As we look at the
biblical account of music, we
notice that the most lavish and
most elaborate musical events
are done in His honor. The
essential focus of music-making
centers around God: it becomes
music for adoration.
Music for God
As Israel changes into a sedentary nation, institutions start
developing, the most important
among them the establishment
of a permanent sanctuary. At
about the same time, a body
of poetic and musical liturgical
materials is being put together,
an activity that would, ultimately, bring about a full-fledged
academy of music.
The creation of this body of
liturgical literature had already
started before the building of
the temple, and was partly in
place at the time the ark was
brought to Jerusalem (1 Chr
15). Textual evidence points to
the fact that these songs were
a product of the schools of the
prophets. In 1 Chr 15:17, 19
and 16:4-6, 41, 42, we learn
that the three head musicians,
Asaph, Heman, and Jeduthun
(Ethan) are appointed by David
for the service of music. As we
encounter them again, and their
sons, on the occasion of the
dedication of Solomon’s temple
(2 Chr 5:12, 13), their tasks are
introduced in terms of “ministry
of prophesying accompanied by
harps, lyres and cymbals” (1
Chr 25:1). In doing so, the text
makes direct reference to the
schools of the prophets that were
started by Samuel. As a matter
of fact, we read in 1 Sam 10:5

that it was customary for those
students to gather in “a procession of prophets coming down
from the high place with lyres,
tambourines, flutes (halil), and
harps being played before them,

The Bible does not
present us with a list
of music that would be
either “good” or “bad.”
and they will be prophesying.”
First Chronicles 25 thus creates
a bridge between the musical
and liturgical activities that were
part of the schools of the prophets, and the musical service in
the temple. It appears, then, that
the great musician leaders of the
temple, David, Asaph, Heman,
Ethan, had been trained in the
art of poetry and music during
their studies at the schools of the
prophets. And, indeed, it is their
names that we encounter in the
titles of the Psalms as the main
authors of the Psalms.
Music in the temple was not
left to chance happening. The
solemnity of the place and the
occasions is reflected in the care
and attention that was given to
the organization of music in the
temple of Jerusalem.
Several passages in 1
Chronicles indeed draw an
impressive picture of this organization. 4000 individuals were
part of this academy (23:5),
288 of whom were professionals
(25:7) taking turns in the temple
service. We hear about “young
and old, teacher as well as student, all of them trained and
skilled in music for the Lord.”
The musicians were grouped
into several guilds, according to

their specialty: “saph was named
the chief musician; Heman was
in charge of the trumpet players
(16:42); and Jeduthun (Ethan)
was head of the harp and lyre
players (25:3); Kenaniah was
supervising the singers (15:22).
All three leaders used cymbals
to signal various activities or
changes in activity, and were
“under the supervision of the
king” David (25:6), who had distinguished himself as composer,
author, performer, and instrument builder. According to the
Talmud, the training took place
until the musicians reached the
age of 25 or 30; then they were
professionally active until the
age of 50. Other duties included
the building and maintenance of
the instruments. Specific chambers in the temple accommodated the instruments and the
garments,4 and served also as
lodging for those Levite musicians who “were responsible for
the work day and night” (9:33).
Their duty consisted in “ministering regularly,” first at the
ark, then at the altar, “according to each day’s requirements”
(16:37). The main purpose for
temple musicians, then, was to
sing Psalms to accompany the
daily sacrifices, and to produce
music for the other special days
and festivals.
As one thinks about it, the
idea of accompanying the act of
a sacrifice by music can strike
one as quite unusual and incongruous. The sacrifice in itself
is an act of violence and death
bringing about a visually and
emotionally difficult experience.
And yet, God does not hesitate
to add an element of beauty and
emotion which transforms and
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transcends the originally painful
experience. As the sacrifice is
performed and the Levites sing
about the love, mercy, and faithfulness of God, the music intensifies the experience and drives
the understanding deep into the
heart of the Israelites. A similar
situation can be observed as
God decides to teach Israel the
law through song and instrumental music (Deut 31:1932:1-47). While for us the law
comes across as something dry
and technical, God in His wisdom and love draped it in the
beauty of song and provided
Israel with an affective means to
love and remember it (cf. Psalm
19:7-10). It appears as though
the “objective” character of the
sacrifices or the law needed to
be combined with the affective
and subjective character of the
human experience in order to
create a holistic experience. The
Psalms themselves are a good
illustration of this combination:
as they speak of creation, history, law, prophecy, judgment,
etc., they do so in subjective
terms of poetry and emotions.
This element of beauty was
also present in out-of-doors
events. As the ark was brought to
Jerusalem, it was with a grandiose procession including singers,
followed by the instrumentalists
playing their harps and lyres, by
trumpet players, and accompanied by the sound of cymbals
and the ram’s horn.5 Dressed in
fine linen, they sang joyful songs
to the sound of musical instruments (1 Chr 15:16, 28) and
were accompanied by shouts and
acclamations of the people. Later,
at the dedication of Solomon’s
temple, the celebration again
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includes scores of musicians (2
Chr 5:12-13; 7:2-6): “All the
Levites who were musicians . . . ,
playing cymbals, harps and lyres
. . . were accompanied by 120
priests sounding trumpets. The
trumpeters and singers joined
in unison, as with one voice”
(2 Chr 5:12-13) sounding Psalm
136, “He is good; His love
endures forever.” The festivities
were to last two full weeks. A
similar celebration, as spectacular as the previous ones, will take
place later again, at the return
from exile, to “celebrate joyful-

We find many parallel
and similar patterns in
the musical practices in
the temple and in the
contemporary practices
in surrounding cultures.
ly” the dedication of the newly
built wall of Jerusalem (Neh
12:27). Two large choirs were
to proceed on top of the wall,
in opposite directions. The first
choir was led by Ezra followed
by the leaders of Judah; then
came the priests with trumpets
and the instrumental musicians.
The second choir was followed
by Nehemiah and half of the
people. As the two choirs met
at the Gate of the Guard, they
joined their voices in thanksgiving to the Lord (Neh 12:2740).
The mere fact of how sacred
music was organized in ancient
Israel already yields an impressive picture. It is clear from
these illustrations that music
played a leading role in these

great national celebrations and
was not considered merely as an
accessory to adoration. But as we
turn our attention to the motivation of the performers and the
philosophy that lay behind their
music-making, we find ourselves
at the heart of biblical music.
The purpose of these splendid
manifestations was not to convey a worldly picture of wealth
and power. On the contrary,
they grew out of a desire to
honor and acknowledge God’s
greatness and supremacy. As we
take a closer look at the motivations that accompanied the
preparation and performance of
the temple service, we come
across meaningful insights as to
the purpose of music-making in
the Bible.
The most striking and central
idea is that music is a Godcentered activity. This becomes
clear not only by looking at
specific expressions from the
Psalms which are at the core
of liturgical literature, but also
from performance practices in
the Temple itself.
Time and again, the Psalms
put the accent on the fact that
music is not performed for the
pleasure and entertainment of
the musician or the audience,
but rather as an homage directed
toward God. The raison d’être of
the musician in the Bible is to
speak about God and to make
music toward God: “I will praise
you, O Lord, with all my heart;
I will tell of all Your wonders. I
will be glad and rejoice in You;
I will sing praise to Your name,
O Most High” (Pss 9:1-2; 27:6;
30:4; 81:1; 98:1; 105:1-3; etc.).
Music-making here is theocentric, doxological, entirely focused

on God. The same principle
can be verified in the book of
Revelation where the creatures
circle around God’s throne to
worship Him and sing to Him:
“Then I looked and heard the
voice of many angels, numbering thousands upon thousands,
and ten thousand times then
thousand. They encircled the
throne and the living creatures
and the elder. In a loud voice
they sang: Worthy is the Lamb”
(Rev 5:11-12; cf. 7:9-10; etc.).
This focus on God as the
Receiver of music was expressed
by the Temple musicians even
in the way the musicians
were placed. The Bible and
the Talmud give us a detailed
description of how the musicians performed as they ministered at the altar. While, today,
the musicians often face the
congregation in a gesture as if
they were playing and singing to
them, at the time of the Temple
the musicians were turned away
from the congregation, facing
each other from both sides of
the altar: the Levites with the
harps and lyres stood on the east
side of the altar (2 Chr 5:12),
and the priests with their trumpets faced them from the other
side of the altar. As the sacrifices
were performed, they sounded
their music towards the offering, thus giving glory and honor
exclusively to God.6
But the biblical musician is
not satisfied with simply directing his music toward God. He
also wants to make sure that
his music pleases God: “May
the words of my mouth and
the meditation of my heart be
pleasing in Your sight, O Lord,
my Rock and my Redeemer”

(Ps 19:14; see also Ps 104:3334; and Rom 12:1 in the New
Testament). What we see happening here is not a concern to

please or entertain the audience
or oneself, but rather an intentional effort to produce music
that is worthy of the One to
whom it is addressed.
This concern can be verified

the singing; that was his responsibility because he was skillful
at it” (1 Chr 15:22). As we go
back to the time of the building
of the tabernacle, we notice that
this qualification was a condition for any artisan of the tabernacle. Not only were they filled
with the Spirit of God, they also
were “filled . . . with skill, ability
and knowledge” (Exod 35:31).
It is interesting to notice that
this passage (Exod 35:31-36:2)
which speaks about Bezalel and
Oholiab, the head artisans/artists at the tabernacle, uses the
word “skill” five times as if to
underline that, when we deal
with matters that pertain to the
house of God, in addition to the
Spirit there also needs to be ability, skill, and knowledge.
In a similar way, the head
musicians of the temple were
in charge of teaching others in
the art of music. In doing so,

Music in the Bible was not a static phenomenon.
in a number of attributes that
characterize music-making in
the Bible. The choice of the
temple musicians, the Levites,
already indicates the importance
of the function. It was because
the Levites had distinguished
themselves by their faithfulness
at the time of the adoration of
the golden calf at Mount Sinai,
that they had been set apart for
various services of the temple,
including music (Exod 32:29).
Making music to the Lord
required skillfulness (Ps 33:3);
the leaders of the different musical ensembles of the temple were
chosen on the basis of their
knowledge of the art: “Kenaniah
the head Levite was in charge of

they demonstrated their concern for quality and things well
done. Talent alone was not sufficient; it needed to be developed,
sharpened, and brought to artistic maturity. First Chronicles
25:6, 7 speaks about the leaders
who were under the “instruction” (al yad) of David, “all
of them trained and skilled in
music for the Lord.” Music for
the Lord, in order to please the
Lord, had to be prepared and
performed in such a way that it
would be “worthy” of Him.
It appears that the Bible does
not present us with a list of music
that would be either “good”
or “bad.” Also, we can see the
same instruments (harps and
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lyres, e.g.) being used for sacred
purposes as well as for occasions that were reproved by the
prophets. Indeed, the text rather
dwells on matters of direction
and purpose in music-making,
associating it with the beautiful,
and giving us clear instructions
on how to use it. Once this point
is made, and we understand the
biblical model of music as being
performed for God and pleasing
to God, the question of “good”
or “bad” music becomes obsolete. The why takes care of the
what and how. The same will
happen on the level of our quest
with regard to styles. Is there
any evidence that there was a
particular style used for temple
music, untouched by the surrounding cultures? Was there
only one single style of music
that was presented as proper for
the temple service?
As we observe the musical practices in the temple and
compare them to contemporary
practices in surrounding cultures, we find many parallel and
similar patterns. We noticed earlier the absence of tambourines
in the Jewish temple, but, on the
contrary, the prominence of the
place of lyres and harps. These
two instruments, indeed, were
also present in the pagan temples of the same period, while
tambourines were also absent
from these pagan places of worship. This seems to indicate that
there were generally accepted
standards for liturgical instrumentation for a whole region
and/or time period. Another
parallel between liturgical practices can be found in the use of
cymbals for signaling musical
events, by both the Jewish tem24 SHABBAT SHALOM / Autumn 2002

ple musicians7 and Canaanite
cultic musicians. This case, in
fact, illustrates a key principle in
the Bible that one should never
lose sight of. In order to avoid
the danger of syncretism, existing concepts or symbols often
underwent transformation and
reinterpretation of meaning. In
our case it is noticeable that the
term tseltselim, used to designate the cymbals in earlier texts

The “sound of sacred
music” in the Bible
comes definitely with
the connotation of being
set apart.
(2 Sam 6:5), was traditionally
associated with the pagan orgiastic Canaanite cult. In later
texts (1 Chr 13:8) these cymbals are designated by a different word, metsiltayim, probably
to avoid any connotation with
pagan practices.8 What we learn
from this, then, is the concern
of the biblical writer to keep a
liturgical situation clear of any
ambiguity. While we do notice
the use of similar instruments
and musical practices in both
pagan and Israelite worship, care
is taken to change the meaning and symbolism of a given
instrument or practice when the
context changes and when there
is a danger of syncretism or
ambiguity of meaning. While
Israel uses the cultural patterns
of the surrounding nations, it
may reinterpret the meaning of
certain elements of it, steeped
in the concern of appropriate
music-making.
Music in the Bible was not
a static phenomenon. We do

observe changes that happened
through time. For instance, the
instruments of the first temple
are listed as the lyre, harp, cymbal, and trumpet. Documents
describing the second temple
service, however, mention also
the flute and the tambourine
among its instruments. In a similar fashion, as we move to the
New Testament and observe the
musical practices of the apostolic church, we notice that in
addition to the “old” genres of
music, the Psalms and Canticles,
a “new” genre was also introduced, namely, the hymn (see
Eph 5:19). What we observe
here is a very normal phenomenon that can be verified time
and again in the history of
sacred music: a new experience
calls for a new expression.9 In
this case, the new experience
was brought about by the person
and ministry of Christ. Indeed,
in his message to the Emperor
Trajan (around 111 C.E.), the
historian Pliny the Younger
directly associates hymn-singing
with Christ: “They usually met
before light on an appointed day
to utter in turn songs to Christ
as to a god.”10
The “sound of sacred music”
in the Bible comes definitely
with the connotation of being
set apart. This can be seen in the
choice of the musicians, the way
the music was performed, or the
absence of certain instruments
from the Temple service. All
these facts convey the idea that
there was a selective process at
work. It also transpires through
the way the liturgical texts were
delivered, namely, by chanting
rather than just being spoken, a
common practice of the ancient

world. A “special” language was
needed to transcend the ordinary.
Music in the Bible certainly
was perceived as a gift received
from God that was to be returned
to Him with awe, that is, performed with awe and respect, as
an offering pleasing to God. It
was not art for art’s sake, but art
for God. To the biblical musician, the highest attainment of
his/her art consisted in singing and playing to the Lord as
an offering of oneself, acceptable to Him. Psalm 137, which
relates the story of the Hebrew
musicians taken into exile, illustrates this attitude in a very
vivid manner and at the same
time summarizes the biblical
view of music: “By the rivers of
Babylon we sat and wept when
we remembered Zion. There on
the poplars we hung our harps,
for there our captor asked us
for songs. . . . How can we sing
the songs of the Lord while in a
foreign land? If I forget you, O
Jerusalem, may my right hand
forget its skill. May my tongue

cling to the roof of my mouth if
I do not remember you, if I do
not consider Jerusalem my highest joy” (Ps 137:1-6).

1See

Flavius Josephus, Antiquities
1.2.2.
2See Anne Draffkorn Kilmer, “The
Cult Song with Music from Ancient
Ugarit: Another Interpretation,”
Reallexikon der Assyriologie 68 (1974):
69-82.
3See b. Talmud Ber. 62a.
4See b. Talmud Middoth, ch. 11,
Mishnah 6.
5Out-of-doors events also include
the tambourine (1 Chr 13:8) which is
never encountered within the Temple.
6There were, though, also moments
where the musicians would face the
congregation, e.g., at the occasion of
the Feast of the Tabernacles, which was
conducted within the women’s court
of the Temple and consisted in great
rejoicing by the people in general. At
that occasion, the Levite singers would
stand on top of the great stairs that
led into the women’s court and move
down a step each time they sang one
of the 15 “songs of ascent” (Pss 120134); cf. Mishna Sukâ 5:4.
7The cymbals were considered
ceremonial cultic instruments and

only male Levites would use them (1
Chr 16:5; 15:19, 28; 16:42; 2 Chr
5:12, 13; 29:25; Ezra 3:10). Compare
Joachim Braun, Music in Ancient Israel/
Palestine: Archaeological, Written, and
Comparative Sources, transl. by Douglas
W. Stott (Grand Rapids: Eerdmans,
2002), p. 20.
8See Braun, p. 107.
9See, e.g., the renewal of music by
Luther, John Wesley, William Booth,
etc., each one accompanied by a new
repertoire and new styles of music.
10Letters, Book 10, No. 96, quoted
in David W. Music, Hymnology: A
Collection of Source Readings, Studies in
Liturgical Musicology, no. 4 (Lanham:
Scarecrow, 1996), p. 4.

Talmudic Wisdom

Rabbi Judah said: “In our days the harp had seven strings, as the
Psalmist wrote: ‘By seven daily did I praise Thee.’ In the days of the
Messiah the harp will have eight, as it is said: ‘On the eighth’ (Psalm
6:1). In the World-to-Come the harp will have ten strings, as it is written: ‘With the harp of ten strings sing unto Him’ (Psalm 33:2).”
(Pesikta Rabbati, 21.1)
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Roots

Music in the New
Testament
Reinaldo Siqueira
Professor of Hewbrew Scriptures

I

n the New Testament, there is a relatively small number of
musical compositions
and also a succinct number of
references to music and musicmaking. This rather restricted
treatment of such an important
biblical subject reflects the specific Jewish context in which
the New Testament writings
evolved. In the first century
C.E., many different Jewish
religious groups had developed a very restrained attitude toward the use of lavish
musical performance in both
liturgical and secular settings.
This attitude can be seen in
the treatment of the subject in
Philo, in the Dead Sea Scrolls,
and especially in the Rabbinic
teachings of the time.1
In the first decades of the
Common Era, the Temple of
Jerusalem, with its rich ritual
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and liturgy (in which an opulent musical performance by
the Levite chorus and a number of musical instruments was
common), was dominated by
a very corrupt ruling class of
Sadducees. The Jewish communities of the time also had to
face the pressure and influence

Most of the New
Testament references
to music betray its
Jewish roots.
of the pagan religions with their
orgiastic practices always present in private banquets, popular
festivals, public holidays, and in
the shows of the Roman circus
and theaters. All this led many
Jews at the time to adopt a
quite strict approach to music
and its usage, particularly in the
religious context. In the syna-

gogues, the common religious
Jewish men started to emphasize vocal over instrumental
music in their liturgy and a
more austere musical religious
practice. This tendency consolidated itself after the destruction
of the Temple of Jerusalem in
70 C.E. by the Romans, and
the rabbinical ban on the usage
of musical instruments in the
synagogue, as an expression of
mourning for the destruction of
the temple.2
Early Christianity emerged,
developed and organized itself
mainly within the context of
the synagogue.3 It was therefore
natural to early Christians to
maintain what they knew of the
synagogue music in their own
worship. This is apparently why
Paul, himself a “Pharisee, the
son of a Pharisee” (Acts 23:6),
considered musical instruments
as “lifeless” (1 Corinthians 14:7)

A lavish musical picture appears only in relation
with John’s apocalyptic visions of Heaven and of
the future establishment of God’s eternal kingdom.
and instead promoted worship
in the form of “psalms, hymns
and spiritual songs,” singing
and making “music in your
heart to the Lord” (Ephesians
5:19).
Indeed, most of the New

Testament references to music
betray its Jewish roots. In
Matthew 26:30 and Mark
14:26, it is said that Jesus and
his disciples “had sung a hymn”
after finishing their Passover
supper. We are here inside the
context of the Jewish Seder
of Passover, which is regularly
concluded with the singing of
the last part of the “Hallel”
(Psalms 113-118) or Psalm
136. Singing, as part of worship and as a form of prayer,
as it appears in 1 Corinthians
14:15, 26, Ephesians 5:19 and
Colossians 3:16, was and still
is the most common liturgical
practice in Jewish worship. Both
in Ephesians and in Colossians
the verb “to sing” is related to
other terms that belongs specifically to the Jewish worship
context. The sequence “psalms,
hymns and songs,” that appears
in both passages, is also found
in the writings of Flavius
Josephus (The Antiquities of the

Jews 7.12.3; 12.7.7), a Jewish
writer contemporary with Paul.
In Ephesians, the exhortation
to sing “psalms, hymns and
songs” is followed by the words
“always giving thanks to God
the Father for everything” (verse
20). Berakhot (“thanksgiving”)
is one of the most common
practices in Jewish worship. In
Colossians, this same connection appears (3:16-17), but here
Paul added another fundamental Jewish concept (verse 5),
that of “Peace” (Shalom). In 1
Corinthians 14:15-16, “to give
thanks” (in Hebrew levarekh)
is related to the fundamental
Jewish worship term “Amen.”
James makes the same connection between prayer and the
singing of psalms (James 5:13),
reflecting thereby the common
Jewish understanding that the

practice of these characterizes
the life of a pious man.4
Other New Testament passages portray some usage of
music in the daily Jewish life
of the time. The passages in the
Gospels that depict the mourn-

ing ceremony for the daughter
of Jairus, a president of one of
the synagogues in the region
around the Lake of Galilee, present the traditional usage of flute

players and singers in funerals
at the time (Matthew 9:23;
Mark 5:38). Music and dancing
were common in parties (Luke
15:25). Many New Testament
passages testify to a variety of
musical instruments common
to the Jewish context of its
time such as the flute (Matthew
9:23; 11:17), the cymbals (1
Corinthians 13:1), the shofar
(Revelation 8:2, 6-12; 9:1-13),
and the harp (Revelation 14;23), among others.
A lavish musical picture, in
the New Testament, appears
only in the book of Revelation,
in relation with John’s apocalyptic visions of heaven and of the
future establishment of God’s
eternal kingdom. In his visions,
John reports aspects of the worship of God by heavenly being
and by the chorus of angels
(Revelation 5:8-14). The worship is done in the context of
the heavenly sanctuary, in which
Jesus officiates as Messiah and
High Priest. The music is made
with harps and a singing that
involves the entire creation. In
Revelation 7:9-12; 14:1-3; and
15:2-4, we see an eschatological presentation of the group of
those who were redeemed now
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worshiping God with songs of
praise and the music of harps.
They stand by the sea of glass,
in heavenly Zion, and sing the
Song of Moses and the Song
of the Lamb. This eschatological picture reflects the Jewish
hope of future salvation and the
final eschatological redemption
present in the synagogue’s daily
prayers (Shirah Hadashah) pronounced just before the Amidah
(the central “Great Silent
Prayer” of the synagogue worship) which says: “A new song
will be sung by the redeemed,
in praise of Your Great Name,
by the shore of the Sea; together they will praise and recognize Your real power, and they
said: ‘The Eternal will reign
forever.’” Indeed, the marvelous salvation and the eternal

redemption that God will bring
to this world can only produce
the most enthusiastic response

from the human counterpart,
and John saw that in heaven,
the great multitude of the creatures of God, like the psalmist
of old, will be able to give only
one response to their Heavenly
Father, the response of praising
and hallelujah, saying:
“Hallelujah! Salvation and
glory and power belong to our
God, for true and just are His
judgment . . .
Amen, Hallelujah! . . .
Praise our God, all you His
servants, you who fear Him,
both small and great! . . .
Hallelujah! For our Lord God
Almighty reigns.
Let us rejoice and be glad and
give Him glory!” (Revelation
19:1-8)

1For a study on the topic of music
in the New Testament see E. Werner,
“Music,” The Interpreter’s Dictionary of
the Bible, ed. George A. Buttrick et
al. (Nashville: Abingdon, 1962), 3:466469; and Victor H. Matthews, “Music in
the Bible,” The Anchor Bible Dictionary,
ed. David N. Freedman (New York:
Doubleday, 1992), 4:934.
2Orech Chayim 560:3. See also the
Talmud, Gittin 7a: “An inquiry was once
addressed to Mar ‘Ukba: Where does
Scripture tell us that it is forbidden [in
these times] to sing [at carousals]? He
sent back [the following quotation] written on lines: Rejoice not, O Israel, unto
exultation like the peoples, for thou hast
gone astray from thy God. Should he
not rather have sent the following: They
shall not drink wine with music, strong

drink shall be bitter to them that drink
it?—From this verse I should conclude
that only musical instruments are forbidden, but not song; this I learn [from
the other verse].”
3See Acts 13:5, 14-16, 42-43; 14:1;
17:1-2, 10-12, 17; 18:4; 19:8. That the
early Christian communities organized
themselves within the context of the
synagogue is clear from James’s (Ya’aqov)
letter where one finds the following
words: “My brothers, as believers in our
glorious Lord Jesus the Messiah, don’t
show favoritism. Suppose a man comes
into your synagogues wearing a gold
ring and fine clothes, and a poor man
in shabby clothes also comes in. If you
show special attention to the man wearing fine clothes and say, ‘Here’s a good
seat for you,’ but say to the poor man,
‘You stand there’ or ‘Sit on the floor by
my feet,’ have you not discriminated
among yourselves and become judges with evil thoughts?” (adapted from
James 2:1-4, NIV).
4For the discussion on the Jewish
background to this passage see James
Adamson, The Epistle of James, The New
International Commentary on the New
Testament (Grand Rapids: Eerdmans,
1989), pp. 196-197. For the discussion
on the passages of Paul see Gordon D.
Fee, The First Epistle to the Corinthians,
The New International Commentary
on the New Testament (Grand Rapids:
Eerdmans, 1987), pp. 671-672; Andrew
T. Lincoln, Ephesians, Word Biblical
Commentary, vol. 42 (Dallas: Word,
1990), pp. 345-346; and Peter T.
O’Brien, Colossians, Philemon, Word
Biblical Commentary, vol. 44 (Waco:
Word, 1982), pp. 208-210.

“How was Solomon, the wisest man in the world, misled by his wives
to the worship of idols? By means of music …”
(Bemidbar Rabbah, 10)
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News

From Israel
Amram Elofer
Jerusalem, Israel

Wagner not so controversial in
Tel Aviv
A one-day seminar on Richard
Wagner and an evening concert of some of his chamber
music performed by Tel Aviv
University students aroused
little controversy in Tel Aviv.
This was in contrast to the
furore generated when Daniel
Barenboim played an encore
of the anti-Semitic composer's
music in Jerusalem at the Israel
Festival in the summer of 2001.
The Conference, co-sponsored by Tel Aviv University
and the Goethe Institute was
not intended to promote the
playing of Wagner's music, but
was simply educational, said the
Conference chairman Moshe
Zuckermann. To understand
Wagner and his influence, it
is essential to hear his music,
maintained
Zuckermann.
Wagner's influence can be seen
to the present day, not only

as Hitler's favourite composer.
Wagnerís music has been featured in films, and has influenced Hanoch Levin, the Israeli
playwright. The Conference,
initially scheduled for a small
room in the university, had to
be relocated to a larger venue
due to the number of participants.
Arab-Israeli harmony
Musical education is seen to
be an important key in improving standards in Israel's Arab
schools. Waffa Unis, although
frustrated by government inaction, is setting up Galilee's first
music conservatory, one of only
four in the Arab communities,
in new premises. Encouraged by
her family and others, she is also
producing a new songbook to
replace the one in use for almost
thirty-five years. The current
enrollment of 30 students is

expected to rise as students benefit from new resources.
What is Jewish music?
Conducting from outside the
country wasn't the only problem
facing organizers of a concert in
Israel. Selecting the music itself
proved difficult. Just how to
define what constitutes Jewish
music was a major problem.
The strict definition is music
used in Jewish religious services,
but this is far too limited. The
category could reasonably be
extended to include music written by Jewish composers such
as Gustav Mahler. However,
that would exclude many pieces
reminiscent of Jewish easternEuropean tradition composed
by non-Jews, as well as Kol
Nidrei, written by Max Bruch,
so that definition is not entirely
satisfactory either. On the other
hand, George Gershwin is only
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one of many Jewish composers who wrote popular music
not usually identified as Jewish.
Conductor Alvaro Cassuto, who
directed the orchestra via phone
from Portugal, believes that a
special definition for Jewish
music has to be found. Even
Israeli Jews have different cultural backgrounds, so perhaps
the common factor is Jewish
spirituality, and that leads into
yet another complex of definitions. On the other hand, it
might be best to forget definitions altogether—just enjoy the
music!
No concert in Ramallah
Although strongly criticized
by some for his unscheduled
conducting of a composition by anti-Semitic composer Richard Wagner last year,
Daniel Barenboim continued
to arouse controversy by planning a concert in Ramallah
where Palestinian Authority
Chairman Yasser Arafat has his
headquarters. Barenboim, who
has helped to organize joint
Jewish-Arab music projects in
Germany, had hoped to "start
a cultural dialogue" with the
concert, but because of continuing terrorist attacks against
Israeli civilians, security officials
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informed him that as an Israeli
citizen it was not permitted for
him to go to the West Bank.
However, Barenboim did play
in Jerusalem and those who
were fortunate enough to attend
that concert were privileged to
hear not just a virtuoso pianist,
but a consummate, mature artist play Beethoven's last three
Piano Sonatas.
Only the beginning
Two groups of young musicians, one Arab, the other
Jewish, have joined to form the
Arab-Jewish Youth Orchestra,
Jeunesses Musicales Israel, head
Dr Meir Weisel announced. The
fifteen members of the orchestra, all aged between 14 and
19 years, play both Western
and Eastern instruments, and
perform Israeli and Arab music
and original compositions.
The orchestra is conducted by
Wissam Jubran, from Nazareth.
As well as playing throughout
Israel, the orchestra wants to
promote cooperation between
Arabs and Jews. They have made
a good start.
Music in the marketplace
The Israel Philharmonic
Orchestra played to a packed
audience in an unusual venue

when they performed in the
parking lot of the Mahaneh
Yehuda market. The wide appeal
of the concert was evident in
the number of three-generational families in the audience, with
as many religious as secular in
attendance.
From Russia with love
The Moscow Jewish Choir was
originally formed as a liturgical
choir in the main Moscow synagogue. They rapidly expanded
their repertoire to include secular music. Sponsored by the
Russian government, the choir
tours extensively. While in Israel
in May 2002, they sang in eight
languages and many different
musical styles.
Bridging the gap
Drawing on a wide range of
ethnic and folk music, Diane
Kaplan and Ada Moriel find
that their performances have
bridged ethnic gaps. Playing
Arabic songs in Arab villages
in Galilee encourages a sense of
connection that transcends different political standpoints.

Jewish Thought

Ecclesiastes or the Music
of Dissonance
Abigail Hadas

T

“Consider what God has done:
Who can straighten what he has made crooked?
When times are good, be happy;
but when times are bad, consider:
God has made the one as well as the other. . . .
All this I tested by wisdom and I said,
‘I am determined to be wise’—
but this was beyond me” (Eccl 7:13-14, 23).

he
book
of
Ecclesiastes is like
contemporary music.
None of the voices fit
each other. Contradictory voices
overlap each other. Dissonance.
Some have even ventured the
idea that perhaps this work has
several authors, is a collage of
different wisdoms. What kind
of ethical teaching can we draw
from this work? Is not wisdom
to teach us the Way? Instead,
we find ourselves in a labyrinth. Whom are we to believe?
Indeed, we cannot seem to grasp
the meaning of the book of

Ecclesiastes. Just as we have
no hold on a tune that is being
played–it always inexorably
escapes us—likewise the meaning of the book of Ecclesiastes
does not let itself be grasped. We
think we have understood, but
just as the melody plays on, the
book of Ecclesiastes moves on to
another meaning.
The path that we are about to
take is much more complex than
we, as believers, are used to taking. In the book of Ecclesiastes
things are different. Everything
merges. Confusion. We cannot think clearly. We are over-

whelmed by the complexity of
the work. We have no grasp on
what is going on. The book of
Ecclesiastes, were it transcribed
musically, would sound much
like a work of Stravinsky. We
cannot find our way in it. And
the author of Ecclesiastes warned
us about this painful task: “A man
cannot find out the work that is
done under the sun. For though
a man labors to discover it, yet
he will not find it. Moreover,
though a wise man attempts to
know it, he will not be able to
find it” (Eccl 8:17). Likewise, in
the book of Ecclesiastes, there
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The book of Ecclesiastes is the book of the shepherd
who sings a better music, precisely because
his way cannot be woven and grasped;
it has no permanence, no coherence.
are no precise directives. There
is no path. The scenery is bare of
landmarks, of familiarity. When
we open the book of Ecclesiastes,
we leave the ways of men, with
their well-defined roads, their
solid buildings, and penetrate a
desert bare of meaning, where
our only companion is the wind
and the traces it leaves behind.
But must we cross this desert?
What could possibly spring from
such a barren journey?
The background of the book
of Ecclesiastes is in fact the desert. The book is paradoxically
read at Sukkot, feast of the harvest, feast of the first workers of
the land, the first settlers. It is in
the context of the first embourgeoisement of the Hebrews that
the book of Ecclesiastes is read,
as if to remind them where they
come from and who they are. For
the Hebrews are children of the
desert. Forty years of wandering
in the desert precede their installation in the Promised Land. But
why are they to remember? What
have they left behind, there in
the desert?
Is not the desert a time of
aimless wandering, of uncertainty, of hunger and of thirst?
Material distress. One does not
know when water will spring up
again, or under what skies one
will lie down. But also spiritual
distress. One does not know the
way to go, which star to follow.
It is this distress that is described
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in the book of Ecclesiastes. It is
this distress that the Hebrews are
to commemorate. It is this emptiness which they must restore
within their opulence. It is this
emptiness, which even in the
midst of opulence, cannot be forgotten. And this is why the book
of Ecclesiastes talks about it.
Material Vanity
A wind of madness blows
through the book of Ecclesiastes:
Hevel havelim, hevel havelim,
haqol hevel. One hears it better in the original language. In
Ecclesiastes, everything is vanity, hevel, which means literally
breath, vapor. Vanity of all that
pretends to permanence, to all
that prides itself in its strength
and endurance: houses, possessions, work, etc. Everything is to
disappear. Nothing is for sure.
There are no foundations strong
enough, no precautions strict
enough, to prevent ruin and devastation. The book of Ecclesiastes
is thus the book of the shepherd,
the book of Abel (hevel). The
Talmud says that “songs of shepherds are better than the songs
of weavers” (Sotah, 48). The
shepherd sings a better music,
precisely because his way cannot
be woven and grasped, it has no
permanence, no coherence. His
way is not the way of ordinary
men. His way has no paving, no
markings, no frozen boundaries.
His way is bound to disappear,

just as the last notes of a melody
die out with the musician’s last
breath . . .
Pessimist? Indeed, why work
then? Why so much effort? Why
so much blood and sweat under
the sun? . . . All rivers go to the
sea, but our efforts fade out in
nothingness. Before such a destiny, the book of Ecclesiastes suggests two alternatives: that of the
sage, and that of the believer.
The Carpe Diem of the Sage
“It is good for a man to eat and
drink . . .” (Eccl 5:18)
We touch here the heart of
contemporary thought. The
Carpe Diem is not an attitude
of flight from reality in pleasure,
but is, on the contrary, a very
acute lucidity and the realization
that life is nothing more than
the present moment. All the rest
is dream and fantasy. . . . Of our
future we know nothing. We
have no grasp upon it. The only
true reality, that upon which we
have a hold, is the present. Why
not then enjoy it?
But the present is also that
which is condemned to disappear. We have to constantly learn
to loosen our grip on the present and on the pleasure that it
at each moment brings us. The
Carpe Diem is also the realization that the pleasure we have
seized today will be no more
tomorrow. A tragic form of happiness: “the tragic man seeks the
unity of opposites, both sides
of reality: love and the end of
love, friendship and the end of
friendship, creation and destruction, happiness and the end of
happiness. In general, we seek

to retain, to keep: when we love,
we want it to be forever, etc.,
but the tragic man knows that
the meaning of life is not to be
found in duration. He seeks the
best quality love, the best quality friendship, but he dissociates
completely the intrinsic value of
a thing and its duration in time.
In every thing that has value in
his eyes, he perceives already the
sign of its death.”1
The believer or the gift of God
“. . . this is a gift from God”
(Eccl 5:19)
The perspective of the believer
is somewhat different. He does
not understand “everything is
to perish” but “everything is a
gift.” For the believer, duration
is not the synonym of loss but
of a grace. “Each day is a new
creation,” said the Rav Nachman
of Braslav. Each instant in life
is a new creation of God, said
Malebranche. The present does
not entail the shadow of death,
the shadow of its annihilation, but announces a new creation. The tragic man thinks
of time as something bound to
end, as a “being-towards-death”
(Heidegger), whereas the biblical
man thinks of time as maturation, becoming, perpetual creation and gift from God. The
tragic man suffers because what
he thinks ought to be his is taken
away. The biblical man knows
that nothing “ought” to be his.
His life, his existence on earth,
are gifts from God. There is thus
no bitterness in the biblical man,
for he is but “dust and ashes.”
Life as a gift from God comes
back repeatedly as a leitmotif in

the book of Ecclesiastes (2:24;
3:13; 8:15; 9:7). It is the experience of the desert where every day
the Hebrews “seized” the manna,
this gift from God, this bread of
heaven, which sustained a people
for 40 years.
Spiritual Vanity
It is in the second part of the
book of Ecclesiastes that spiritual distress is the most poignant,
from chapter 7, the center of the
book. Chapter 7 is thus the key
to the whole book. It is in this
chapter that the central meaning of the book of Ecclesiastes
is to be found. Chapter 7 speaks
about good and evil, and of our
impossibility to discern between
the two.
Right from the start, good is
spoken of against a background
of death.
“A good name is better than fine
perfume,
and the day of death better than
the day of birth.
It is better to go to a house of
mourning than to go to a house of
feasting. . . .
The heart of the wise is in the
house of mourning . . .” (Eccl 7:14).
The good in this passage is
always assimilated to death, to
what comes after, to the end. The
good is thus not something that
we can relate to the beginning, to
birth. We are not born in possession of the good. On the contrary,
in the same way that we exist
towards death, we exist towards
the good. The good always awaits
us, it is always beyond us. It is
never already there. Like death, it
is always to come.

This text teaches us that in
the same way that we can never
come to know death, we can
never come to know the good.
For nobody has ever experienced
the good, just as nobody has ever
experienced death. We always
walk towards the good without
ever quite reaching it. No one
may consider himself an expert
on the good, because goodness
is always to come. No one can
thus advise us on the best course

Enjoy the many voices
of music even when
they sound dissonant.
to take, on the right decision to
make, on the good path to follow, because no one has really
found it. The good, like death, is
out of our reach. Only God can
judge, can discern between good
and evil (11:9; 12:14). We do
not have that prerogative. In this
particular situation, we can take
either of two stances: that of the
sage or that of the believer.
The skepticism of the sage
“It is good to grasp the one and
not let go of the other . . .” (Eccl
7:18).
It is thus impossible to discern
between the two ways. God has so
willed it, for “God has made the
one as well as the other” (7:14).
They are like two branches of the
vine, like two aspects of the same
thing. It is impossible to distinguish between the two paths.
Wise is he who keeps the middle
path: “It is good to take hold of
the one without losing grip of the
other” (7:18).
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It is the lesson of the Skeptics.
Skepticism is not at all a fatalistic doctrine, encouraging immobilism and intellectual laziness.
The Skeptic sees things in a
disinterested manner, but that
does not make him indifferent
nor reckless. Skepticism springs
from the awareness that there
exist situations where it is impossible to discern a clear way out,
where it is impossible to judge
clearly between what is the right
way and what is the wrong way.
Skepticism is the awareness that
neither path is better than the
other. Both ways have their
problems, their downfalls. How
can we then go beyond the limit
of our individual consciousness
toward the truth in its integrity?
By following the advice of the
book of Ecclesiastes: “hold on
to the one without losing grip of
the other.” Skepticism, especially
Pyrrhonian skepticism, requires
the delicate balance between
opposite judgments or opposite
beliefs, which would otherwise
tear our lives apart; each time we
hold a specific view about something, we must exercise our will
and find a way to adhere to the
opposite opinion. This is when
we reach “ataraxia,” a feeling of
inner peace which springs from
the fact that no fixed opinion,
no specific idea, has any hold on
us. This is when nothing bothers
us anymore, nothing puts us into
question, for we have become
this very quest, this very question. This is when we approach
the truth that dissimulates itself
behind the contradictions.
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The believer or the fear of God
“The man who fears God will
avoid all extremes” (Eccl 7:18).
The believer will experience
the same type of spiritual distress
in certain situations. He will not
be able to discern the right way
to take. He will not be able to
judge between two alternatives
the “best” one. Even the Bible
will be of no help. The Bible
is indeed submitted to varying
interpretations. Its meaning is
manifold. How can we discern
which interpretation is the right
one? Who is right? What does the
passage really say? Moreover, the
Bible does not deliberate about
everything. It gives us some lines
of thought, but not for every
possible case. There are certain
situations about which the Bible
has nothing to tell us. What are
we to do in these situations?
To the believer, the book
of Ecclesiastes suggests the “fear
of God”: “He who fears God
shall find a way out.” But what
does “fearing God” mean? In the
Bible, the fear of God is often
linked with humility (Proverbs
22:4). To fear God is first of all
to realize that we do not know,
that His wisdom is above ours,
that we are prone to error. The
fear of God is also related to
the observance of the commandments (Ecclesiastes 12:13) even
though we do not understand
why sometimes. In this sense, the
fear of God becomes an act of
faith. To fear God is to make our
decisions with Him, to do nothing without acknowledging Him.
Sometimes, we even may even, in

the sight of men, begin to tread
the path of “evil,” through the
valley of shadow and death. To
fear God is to know that even
there, He is with us. “Behold, the
eye of the Lord is on those who
fear Him” (Psalm 33:18). He
protects them.
Conclusion
The desert of sense has become
fertile in meaning. This desert,
that we thought was an empty
wasteland, has become the rich
efflorescence of the gifts of God.
This desert, where we thought
we were lost, has become the
place where we first met God.
This desert, where we thought
we were alone, has become the
beginning of our walk with God,
out of the trodden paths, out
of the ways of men. To follow
God is to “seize the day’ like the
Epicurean; it is to be sensitive to
the immense variety of meaning
like the Skeptic; it is to enjoy the
many voices of music even when
they sound dissonant; and still
much more than that. Indeed,
the sky, the infinite, is open to
him, to her, who walks and sings
in the sight of the Lord.

1Marcel Conche, Orientation philosophique, Perspectives critiques (Paris:
Presses universitaires de France, 1990),
p. 181.

Recent Books
Exploring Music as
Worship and Theology
Mary E. McGann
Liturgical Press, 2002
81 pp., $9.95

How does music function
as worship? How does it affect
liturgy? How does it contribute to theology, even constitute
theology? Mary McGann offers
an essay that outlines a practical
method to take up such challenging questions. Approaching
her study with tools from liturgical studies, ethnomusicology, and ritual studies, she presents a research process by
which one can access and interpret a community’s musicalliturgical performance. Most importantly, throughout the
major part of her essay McGann not only presents theory,
she also understands the need to be practical. For instance,
she looks at particular worship communities, especially
African American Christian communities, to illustrate
her research method. Without hesitation one can say that
McGann engages her readers to reconsider the value of
music in exploring a community’s liturgical practice. Here
is current research in liturgy.

Studies in Jewish Music
A. W. Binder; Irene Heskes, ed.
Bloch Publishing Company, 2001
355 pp., $18.95

Irene Heskes has compiled
25 articles and essays from
the writings of Abraham Wolf
Binder (1895-1966). Binder,
a prolific Jewish musician and
composer, was a notable figure
in American-Jewish culture. He
reintroduced chanting of the
Bible as an instructor at the Jewish Institute of Religion
in New York and music director at the Stephen Wise Free
Synagogue. Later he became professor of Jewish liturgical
music at the Hebrew Union College-Jewish Institute of
Religion and helped to found its School of Sacred Music in
1948. His compositional activity includes numerous synagogal services and songs, Hebrew and Yiddish songs, nine

cantatas and oratorios. Everyone interested in recent Jewish
musical history will benefit from these excellent articles.
The collection is preceded by reflections on Binder’s work
as well as an extensive biographical portrait. Finally, a
bibliographical listing of Binder’s musical compositions
concludes the volume. The reprint of the original 1971
publication of this book is just one sign of Binder’s continuing influence on Jewish music.

The Lord’s Song in a
Strange Land
Jeffrey A. Summit
Oxford University Press, 2000
203 pp., incl. CD, $29.95

Summit examines the music
in contemporary Jewish worship,
covering the wide variety of worship communities—Hasidim,
Modern Orthodox, Conservative
collegiate, Reform, and transdenominational—in the metropolitan setting of Boston. Specifically he explores the
diverse links between the musical choices of these communities and both their religious and cultural identity. After
an introduction to Jewish worship, Summit discusses in
different chapters specifically the meaning of the popular
Sabbath hymn Lekhah dodi, the meaning of nusach (traditional chant), and the meaning of melody choice in prayer,
and how these entities construct identity among the Jewish
worshipers. Not only focusing on Boston, The Lord’s Song
in a Strange Land contributes to a larger understanding
of American Jews and American religious expression. A
praiseworhty feature is that the book comes along with a
CD that presents almost 40 field recordings for many of
the songs discussed in the book. In fact, whenever a specific
song is mentioned the book contains a reference to the
specific track on the CD. No wonder that Harvard Music
Professor Kay Kaufman Shelemay calls Summit’s study “an
eye- and ear-opening exploration of the changing nature of
musical tradition in American Jewish life.”
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“Sing to Him
a new song”
(Psalm 33:3).

